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Abstract
Acoustic ecology is an interdisciplinary field that studies the relationship between sounds,
sound sources, and environment they exist within. From an environmental perspective, this
involves a holistic consideration of ecosystems, and how the various organisms within that
ecosystem, including humans, impact and interact with each other through sound. Biosphere
Soundscapes, an international, interdisciplinary project directed by Australian acoustic
ecologist Dr. Leah Barclay, operates to engage communities within UNESCO Biosphere
Reserves through acoustic-ecological concepts, monitoring, and techniques.
In November 2016, I undertook the process of creating a short documentary film entitled
Beyond What is Heard, which aimed to explore how the various programs and techniques
utilized as a part of Biosphere Soundscapes have promoted sustainability in the Noosa
Biosphere Reserve. This was done as a means to draw larger conclusions about the
potential of the fields of acoustic ecology and environmental sound art to create change
towards sustainable behaviors and structures for individuals, communities, and societies. To
create the film, I conducted eleven interviews with a variety of artists, scientists, activists,
community members and officials involved with Biosphere Soundscapes and the Noosa
Biosphere and attended four events related to Australian acoustic ecology and the
management of the Noosa Biosphere Reserve.
The material from these interviews and events, traditional research methods, and my own
personal experiences formed the basis for the documentary film, which portrays the
importance of promoting listening as a method to connect with our environment, develop
empathy and holistic mindsets, and thus work to make our own actions and communities
more sustainable. Due to unforeseen technical and conceptual challenges and the complex
political context within the Noosa Biosphere, I was unable to draw tangible conclusions
about the impact of Biosphere Soundscapes on the Noosa Biosphere. However, the film’s
larger purpose of encouraging deeper forms of listening, and demonstrating those practices’
value in the context of sustainability, remained intact to create an effective, impactful piece.
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1.0 Introduction and Literature Review
1.1 Acoustic Ecology
Coalescing primarily from the writings and practices of Canadian composer R. Murray
Schafer in the late 1970s, Acoustic Ecology is a field that studies the characteristics and
effects of acoustic environments, and how they affect and are affected by the people, flora,
and fauna living within them (Gilmurray, 2016 & Truax, 1999). This is built upon Schafer’s
conceptualization of the “acoustic environment as a musical composition…that we own
responsibility for” (Wrightson, 1999, p.10). Acoustic Ecologists use a vast variety of methods
to carry out their work, including field recordings, “soundwalks” or “an outing wherein one
concentrates on listening to certain aspects of the soundscape” (Reyes, 2012), and electroacoustic music composition, as a means to achieve their goals, which can include monitoring
the evolution of an area’s soundscape, identifying and assessing sound signatures and
noise pollution present, and public education work to encourage deep listening practices
(Gilmurray, 2016, p.xxi-xxv). As a result, Acoustic Ecology is an exceptionally
interdisciplinary field, providing a framework for work that often combines artistic and
scientific approaches and intentions.
1.1.1 Intersection with Environmentalism
While the history of Acoustic Ecology is tethered to the natural environment through its very
definition, various interrelated disciplines have emerged over time that focus more directly on
environmentalist concerns. Bioacoustics, or the study of biophony, is a term coined by
Bernie Krause to describe the study of a given ecosystem’s chorus of vocalizations, and how
those sounds interrelate to one another and can be impacted by anthropogenic noise
disruptions (Krause, 2002, p.27). This concept has been hugely influential on the
development of environmental sound art, in which practitioners aim to “directly respond to
issues such as biodiversity loss, pollution, sustainability, global environmental justice, and
climate change, through…creative practice” (Gilmurray, 2016, p.xxvi). Environmental Sound
Art provides a direct link between Acoustic Ecology practices and concepts of sustainability,
acknowledging and furthering the potential of listening, recording, and composition in
environmental action and education.
In addition to this, the emerging fields of ecoacoustics and other current practitioners of
bioacoustics and acoustic ecology in general, have focused on the scientific applications and
implications of their work (Gifford, 2016, pers. comm.). In these fields, sounds are used to
“study and monitor animal diversity, abundance, behaviour, dynamics and distribution, and
their relationship with ecosystems and the environment”, through long-term, non-invasive
field recordings (International Society of Ecoacoustics, 2016). Removed from aesthetic or
artistic considerations, the data being collected and analyzed through this
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research provides insight into the presence and health of species, and their interrelated
vocalizations, in an ecosystem over long periods of time. Various citizen science initiatives
have emerged within this field, engaging citizens to collect sound recordings or review
spectrogram data to monitor ecosystems and the presence of endangered species
(Brereton, Cappadonna, Roe, Watson, 2016).
1.2 Introduction to Biosphere Soundscapes
A substantial part of the environmentally-focused Acoustic Ecological community in Australia
is connected through the Australian Forum of Acoustic Ecology (AFAE), an online platform
for sound artists, scientists, and researchers to network and collaborate. The current
president of the AFAE is Dr. Leah Barclay, an interdisciplinary artist from Brisbane who
utilizes “immersive performances, installations and large-scale community projects” as a
means to “draw attention to changing climates and endangered ecosystems” (Barclay,
2016B). Leah is the founder and director of Biosphere Soundscapes, a project run in
conjunction with UNESCO’s Man and the Biosphere Programme which aims to “inspire
communities across the world to listen to the environment and re-imagine the potential of
UNESCO Biosphere Reserves as learning laboratories for a sustainable future” (Barclay,
2014, p.496). Established in 2011 through a set of programs and workshops in the Noosa
Biosphere Reserve, the project has expanded internationally to produce and host
residencies, sound art installations, masterclasses, community workshops, and field
recording sessions in Biosphere Reserves around the world (Barclay, 2016A, pers. comm.;
Biosphere Soundscapes, 2016).
1.3 Documentary Film
1.3.1 Documentary Film in Australia Related to Environmentalism
Given that the film industry in Australia is smaller and more de-centralized that the large,
globalized industry in the United States, a majority of mainstream documentary films about
environmental topics have been produced and distributed by American production
companies (Screen Australia, 2015; Motion Picture Association of America, 2015). However,
in the realm of independent features and short film, there is a large base of active creators
making important films about the environmental issues and solutions that impact Australia.
Simply looking over the Australian Shorts line-ups at the recent Environmental Film Festival
of Australia, it is evident that there is a plethora of important work being created by Australian
filmmakers each year about a large variety of subjects and attitudes towards sustainability
(Environmental Film Festival Australia, 2016). This is also reflected in the number of smaller,
local environmental film festivals that exist in communities across Australia, including the
EcoFlicks program at the Noosa International Film Festival, the “Environmental” slate of films
at the Byron Bay International Film Festival, and the Geelong Environmental Film Festival
(Noosa International Film Festival, 2016; Byron Bay International Film Festival, 2016;
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Geelong Performing Arts Centre, 2016). The widespread and largely localized nature of
these films and film festivals reflects the “de-centralized” approach that is characteristic of
the global sustainability movement as a whole (Brennan, 2016).
1.3.2 Films Related to Acoustic Ecology
A considerable amount of documentary work has been produced on the subject of Acoustic
Ecology. Some recent examples include Sonic Sea (Dougherty & Hinerfeld, 2016) about the
impacts of noise pollution on ocean ecosystems, In Pursuit of Silence (Shen, 2015) exploring
the importance of silence for environmental and human health, Listen (New, 2009) focusing
on the teachings of R. Murray Shafer, and Silence (Collins, 2012), which uses the travels of
an acoustic ecologist to explore the cultural significance of sound and silence. These films,
in addition to several shorter documentary or news pieces I have seen that cover the topic of
acoustic ecology, form the context in which project exists. Silence, through the way in which
it uses acoustic ecology as an activity through which to explore bigger ideas such as
community, the cultural significance of sound, and emotional connections to place was a
particularly direct model for my project aesthetically and thematically. I similarly sought to
explore acoustic-ecological relationships to sustainability through a documentary format,
presenting the actions of recording, participatory exercises, and exhibitions as an outward
expression of a deeper cultural shift towards more mindful, sustainable communities.
1.4 Beyond What is Heard
Through a narrowed focus of the Biosphere Soundscapes project as it has operated within
and impacted the Noosa Biosphere Reserve, I set out to create a short documentary film,
titled Beyond What is Heard, exploring how acoustic ecology and environmental sound art
can promote or embody concepts of sustainability and thus influence behavioral change
among those engaging with those activities. Being that there is a minimal amount of visual
media that exists currently surrounding the field of acoustic ecology in Australia, I chose
documentary filmmaking as the media format through which to explore this study topic in
order to fulfill that niche and possibly allow for further dissemination and awareness of the
field of acoustic ecology among a wider audience.
1.4.1 Relationship to Sustainability
Sustainability is a broadly defined term that refers to a set of principles, elements, and
characteristics such as inter/intragenerational equity, economic and political restructuring,
nature as a model, holistic systems thinking, and resource conservation that can be applied
towards designing systems, lifestyles, and mindsets (Brennan, 2016). In my project, I aimed
to demonstrate the benefits of acoustic ecology as a tool to promoting a more holistic,
biocentric worldview in those that practice and encounter it, especially as an important step
towards environmental action and positive change, and thus encourage those that view the
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film to similarly adopt or gain an appreciation of those practices and behaviors. By exploring
and portraying the various community engagement methods of Biosphere Soundscapes in
Noosa and how they have effected that community or community members, these broader
conceptual applications could be studied directly and therefore presented visually within the
project.
I primarily focused on two components of sustainability while creating Beyond What is
Heard: holistic systems thinking and nature as a model. Holistic systems thinking refers to a
mode of thought by which “a system [is understood] by examining the linkages and
interactions between the elements that comprise the whole of the system” (Learning for
Sustainability, 2016). This is interrelated to the core concepts of acoustic ecology, and the
idea of listening to entire ecosystems and the interactions of species, including humans, as a
whole in order to understand how they interrelate. Beyond What is Heard analyzes the
degree to which Biosphere Soundscapes embodies and proliferates this mode of thinking
through its various programs and workshops. Being that using nature as a model and a
teacher is explicitly included as part of the description of Biosphere Soundscapes, that
characteristic of sustainability will be similarly explored for my project, with an analysis of
how listening and the characteristics of sound relate to natural systems (Barclay, 2014, p.
497). Overall, I am focusing on the ability of acoustic ecology projects and studies such as
Biosphere Soundscapes to foster a more holistic worldview, drawing attention to the lessons
we can glean from these bodies of work and apply towards everyday actions and activism.
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2.0 Methods
2.1 Pre-Production
Preparing for documentary media production can be a difficult process due to the degree of
unknown factors involved in the process of documenting people and events in real time. To
assuage these unknowns and create a clear path for production to result in a thematically
and aesthetically coherent piece, I employed a number of pre-visualization techniques to
consolidate my research, influences, and goals into a more definite conception of how the
resulting piece might look and function. These pre-visualizations formed the basis of my
methodology during production, forming a framework within which I could anticipate and
respond to the conditions and occurrences during filming. A similar process was applied to
designing interviews, creating a framework through which questions could be formulated and
adapted.
2.1.1 Lookbook
I decided early on in the project that I wanted to pursue a more abstract, minimalist visual
style for the project, in order to place emphasis on the sound component and to embody my
intended goal of exploring environmental listening as it relates to sustainability. The first step
in this process was creating a lookbook comprised of screenshots from media pieces I
wanted to draw upon as inspiration, either for their visual style, approach to subject
portrayal, or thematic content. Among these selections were the documentaries Silence
(Collins, 2012), with its sparse portrayal of a sound recordist in rural Ireland, Sweetgrass
(2009) and Leviathan (2012), both directed by Lucien Castaing-Taylor of the Harvard
University Sensory Ethnography Lab, which use minutiae and long takes to explore human
and environment relationships, and In Pursuit of Silence (2016), a documentary which most
closely aligns with the subject of my project, exploring the effects of anthropogenic noise and
listening practices upon society from a more psychological perspective. Combining
screenshots from these and other documentary and narrative films, I was able to coalesce
and compare my various inspirations and media sources for the project and manifest the
sparse, minimalist, aesthetic direction for the project.
2.1.2 Storyboards and Shot Lists
With a visual style established, I drafted a series of storyboards, or frame drawings of shots
and sequences I wanted to include in the film if conditions allowed. In addition to being a tool
to pre-visualize how I would approach shooting interviews, field recording sessions, and
events, this provided a method to determine a general structure for the film, and how it might
be constructed into an effective piece given the material I knew I would be shooting. This
process proved to be difficult, as I was mostly unable to visit the locations I’d be filming in
prior to production, and thus had to keep my storyboards more flexible and abstract. Despite
this, as seen in Figure 1, certain sequences from my storyboards were directly translated
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during filming, beyond just providing a loose map for shot composition. By pre-determining
desired compositions, I was able to focus on other elements during production, such as
capturing clean audio and managing light and focal fluctuations.

Figure 1. Storyboard sketches as compared to shots appearing in the completed film
During the process of creating storyboards, my study question was at the forefront of my
process. Shots were designed to best capture the auditory relationship between human life
and their environment and that demonstrate the elements and processes of my subjects’
work that value and promote sustainability.
2.1.3 Formulating Interview Questions and Approach
In order to streamline and create narrative threads within the piece, I took a very structured
approach to my formulation of interview questions. I created template questions (see
Appendix A) to modify and adapt to my knowledge of different interview subjects
involvements and knowledge of the project and the associated contextual information and
outcomes (see Appendix B). This operated in tandem with a thematic guideline I designed to
keep the core issues I hoped to explore and address as the primary consideration while
writing interview questions (seen in Figure 2).
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Figure 2. Thematic guideline used for formulating interview questions.
Topic

Goals

Modes of Listening

-How people listen in social/cultural contexts.
-Benefits and effects of deep listening practices.
-Connection to the sustainability of behaviors and habits

Interdisciplinarity

-Benefits and challenges of interdisciplinary nature of
field.
-How science, art, and technology intersect, support, and
inform each other.
-How this relates to and impacts community engagement.

Outcomes and Perspectives

-Personal motivations of those producing the work
(emotional and rational).
-How they are working towards a vision for the future, and
the function of acoustic ecology within that process.
-Outcomes of their work and how it has influenced
personal/community/political change.

Biosphere Soundscapes

-If subject is directly involved, how so and in what ways
(specific initiatives and programs).
-If subject isn’t directly involved, their thoughts on the
project and how they do or could see it promote change
related to sustainability.
-How does the project operate within the Noosa
Biosphere, and how that reflects the project as a whole.

Establishing these frameworks early on was particularly useful to remain both flexible and
focused during production, given that it was unsure whether or not certain subjects would be
available to participate in the project at the outset, and that I was anticipating continuously
discovering and making connections with more interview subjects throughout the project. By
keeping my themes in mind, I was able to adapt and make sure I was covering all of the
areas I needed to with the questions posed to those I was able to interview.
In designing my approach to these interviews, I combined library and online research about
my subjects, their work, and their areas of expertise with a casual and conversational
interviewing style. By speaking in such a way with my subjects I hoped to encourage
responses that were contemplative and captured the depth of their knowledge and
experience, yet could be easily understandable and emotionally impactful for the audience of
my film. This coincided with my desire to create a contemplative and deliberately paced
piece to reflect the nature of acoustic ecology as a field. An example of this was my interview
with Jessie Cappadonna, a Bioacoustic Researcher who has worked with Leah Barclay in
the past but doesn’t have any direct connections to Biosphere Soundscapes. By researching
her work with BirdLife Australia and the Australian Citizen Science Association, I was able to
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pose more direct questions about the specifics of her work with Eastern Bristlebird
conservation and audio monitoring programs, and how the techniques utilized in that work
intersect with Biosphere Soundscapes’ various programs and community engagement
activities (Brereton, Cappadonna, Roe, Watson, 2016). Through this strategy, I was able to
not only gain information about the scientific applications of acoustic ecology, but the way
those applications directly connect to projects such as Biosphere Soundscapes, which
Jessie expressed as being a way to engage people and increase their interest in ecology
and environments in a similar way to Citizen Science.
2.2 Production
Primary production for the project was conducted in Brisbane, Queensland between the
dates of November 1st to November 17th, and in Noosa, Queensland from November 17th
until November 21st. Between these dates, I shot interviews with eleven people, filmed five
meetings and events, and amassed upwards of 38 hours of illustrative b-roll footage.
Interviews were conducted in Brisbane at the Queensland Conservatorium of Griffith
University, the Queensland University of Technology, and along the Southbank Riverwalk. In
Noosa, they were conducted at Laguna Lookout, Noosa Spit, Gympie Terrace, and the
Noosa and District Landcare Office in Tewantin. Interview subjects were selected for various
reasons, but the primary reasons being their connection to the Biosphere Soundscapes
project as a director, collaborator, or associate, their methods or body of work related to
acoustic ecology, their participation in Biosphere Soundscapes events, or their connection to
the Noosa Biosphere Reserve on an organizational level. The three primary areas of
production: interviews, events, and b-roll, each presented a fair amount of challenges and
obstacles, some of which I was able to overcome through preparation and adaptation, and
others which ended up negatively affected the quality of the final piece.
2.2.1 Conducting Interviews
In accordance with my plans in pre-production and my pre-approved ethics review,
interviews were conducted in a conversational manner, while remaining relatively brief
(ranging from 20 minutes to an hour) in order to account for my subjects’ schedules and
work load. In order to assuage stress or discomfort among interviewees, I engaged in
casual, lightly interrogative conversation while setting up my equipment, asking them
generally about their work and their interests while explaining the project and its purpose.
Just before beginning each interview, I conveyed to the subjects three concise instructions:
that they should converse with me and try to not look into the lens of the camera, to rephrase
my question in their response and leave a pause between my question and their answer,
and to continue with their responses even while I was making adjustments or monitoring the
video and audio equipment. I briefly explained the importance of each of these instructions
from an editing and aesthetic standpoint and then asked my subjects if they had any
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questions for me. By going through this process at the outset of each interview, I managed to
relax and engage most of my subjects, while ensuring that their conduct during the interview
would provide usable footage and that their responses were on topic as to the purpose of
the project as a whole. Obviously despite this, there were still a few people that ended up
looking directly into the lens, or excitedly answering a question directly after or during my
asking it without restating it in a comprehensible way. If either of these became a severe
issue I’d gently remind my subject, but otherwise these were minor occurrences and were
relatively easily edited around in post-production.
2.2.2 Filming Events
I shot a total of four events in the production of the film: the Australian Forum of Acoustic
Ecology’s Annual General Meeting, a Q&A Session Panel including Dr. Leah Barclay at the
Queensland Conservatorium’s Spring Symposium, Dick Barnes and Campbell Corfe’s
presentation on the Noosa Biosphere at Country Noosa’s Annual General Meeting, and
Sonic Environments Day, a workshop moderated by Dr. Barclay, Vanessa Tomlinson, and
Tamsin Kerr, which took place at Cooroora Institute in Cooroy, QLD. Beyond their potential
usefulness in my project, my attendance at these events allowed me to speak to a wide
variety of people about the themes and central question of my project, make connections for
further interviews, and gain more insight and knowledge concerning the various
organizations, people, and projects I was documenting.
My approach to filming these events was dependent on its foreseen use in my project,
however my overall goal was to capture relevant happenings and dialogues in their entirety,
and then to capture more aesthetically oriented b-roll to supplement that footage. Previsualization storyboards and shot lists helped in this respect, in order to streamline
compositional choices, however the process still required continual adaptation and
improvisation to react to lighting conditions, monitor audio quality, and make decisions on
what or who to film at any given moment.
2.3 Post-Production
2.3.1 Initial and Organizational Edits
Throughout the process of production, I established a system for logging and organizing my
footage in order to make the final editing stage more streamlined. I renamed all B-Roll files
with the date and content of the footage, as well as highlighting shots that I particularly
wanted to include or thought would be useful. Event footage was managed similarly,
including an abbreviation indicating the event on each clip (ie. SE - Sonic Environments, or
CN AGM - Country Noosa Annual General Meeting). Interview footage involved much more
preparation. After appropriately labeling the files, I created a series of editing sequences to
sync audio, edit out my questions, and then edit responses to remove unwanted sounds,
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repetitions, or extraneous “ums” and “likes”. During this process, I added chapter markers
with information indicating the question asked and a short summary of the response by the
interviewee, to make pulling quotes easier later on rather than having to continually rereview footage. I took note of the quotes I would likely use in the project with comment
markers, and used these to begin structuring the outline of the film.
2.3.2 Creating the Film
While I had initially planned to let audio solely guide my editing process, in the spirit of
emphasizing listening through the project itself, the process of constructing a persuasive,
effective film out of the materials I had shot and collected proved to be a more nuanced
process. My primary approach to building the structure of the film was selecting and
arranging interview material into sections surrounding the primary topics of my project. In
doing so, I realized that segmenting the piece into chapters would work best to create
concise sections exploring each component. These resulting chapters included an
introduction, an exploration of the project as it operates in the Noosa Biosphere Reserve,
problems related to sound and listening in modern day culture, demonstrating techniques
utilized by Dr. Barclay and others to encourage deep listening within communities, and a
conclusion segment addressing how those techniques are and can inspire direct action and
change. Chapters that were excluded from the film included an exploration of the more
musical and compositional aspects of acoustic ecology and a more in-depth section about
the scientific aspects of the field and the project in the acoustic monitoring of ecosystems.
These sections were excluded in order to maintain focus on the community aspect of the
project, which was central to my study question in determining how acoustic ecology can
influence change, and to increase the potential reach and impact of the film by limiting its
runtime. Including Dr. Barclay’s voice in each of these sections created a narrative thread
throughout the piece as a whole, especially considering that I didn’t utilize a voice over
narration and was drawing from a number of disparate visual sources. Most of her interview
responses directly pertained to Biosphere Soundscapes, unlike some of the other people
included in the film, which kept the narrative focused on how the project in particular is
promoting sustainable behaviors.
2.4 Ethics Considerations
2.4.1 Obtaining Informed Consent
This study was approved by the Local Review Board with the understanding that I would
gain informed consent from subjects. The consent forms I had my subjects sign in included
in Appendix C. I presented this form to subjects after explaining the project to them and its
purposes, contexts, and risks, before conducting interviews or filming them. At events where
consent forms were unfeasible, I presented these concerns and contextual information to
everyone attending and gave them the opportunity to opt out or decline to be included in the
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film. Anyone who didn’t give verbal or written consent to participate in the project was either
excluded from the project entirely, or their face was avoided in footage as per their wishes.
All intellectual property and pre-existing footage utilized in the film was properly credited, and
was used with granted permission from the rights holder(s). As described earlier in Section
2.2.1, steps were taken to minimize stress, confusion, or discomfort among those I was
working with, and to make sure that everyone involved was aware of the purposes of my
filming, and the resulting project and report.
2.4.2 Political Ethics in Noosa
The history of the Noosa Biosphere is a complicated affair, which I discovered first hand
through the process of creating this project. In 2007, Noosa Shire Council went through an
amalgamation process with the City of Caloundra and Maroochy Shire Council, forming the
Sunshine Coast Regional Council (Furler, 2007). Noosa Biosphere Limited, a governance
model company, was established within this context to manage the Biosphere Reserve upon
UNESCO awarding the title in 2007 (Sunshine Coast Council, 2008) This was followed by a
de-amalgamation process in 2013, following prolonged local opposition to the effects of the
amalgamation (Local Government Association of Queensland, 2013). During this process,
Noosa Biosphere Limited was dissolved and in its place, the Noosa Biosphere Reserve
Foundation (NBRF) and Noosa Community Biosphere Association (NCBA) were formed,
intending to address the ecological and community aspects of the Biosphere projects
respectively (Howard, 2014; Noosa Community Biosphere Association, 2015; Noosa
Council, 2016). Many of the people involved with Noosa Biosphere Limited, whom Dr.
Barclay had worked with for Biosphere Soundscapes projects, were apparently shut out or
disenfranchised during this process, creating a gap between those who had helped initially
establish the Noosa Biosphere governance model within the community, and those new to
the project in its two new iterations (Gardiner, 2011; Barclay, 2016A, pers. comm.).
Upon arriving in Noosa, I was introduced to and conducted interviews with many people
involved in the new organizations (NCBA and NBRF), including NBCA Vice-President Annie
Guthrie, NCBA President Dick Barnes, and NBRF Chair Campbell Corfe, as well as Vivien
Griffin and Darren Walters who are citizens involved with those organizations in various
capacities. While these individuals are currently heavily involved with the operation of
Biosphere-related projects in Noosa, they were mostly only loosely aware of Biosphere
Soundscapes, aside from Vivien and Darren who had participated in the project through
installations at the bi-annual Floating Land Festival.
Given the complexity of this issue, including it in the film would have been largely impossible
without either misrepresenting or not addressing the full variety of viewpoints, and to
insinuate that the NBRF or NBCA have been involved in Biosphere Soundscapes thus far or
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have collaborated with Dr. Barclay through editing would be disingenuous. Due to this, I
largely left out this political context from my film, and only included footage and interviews
from my contacts in Noosa insofar as they provided context on the Biosphere as it exists
today and presented community actions being taken in Noosa, or the impact of art projects
on the community. Dr. Barclay has agreed with this decision, given that an acknowledgement
of this history and controversies in the piece would not be able to be accurately and
completely explored and presented, and adopting a truly impartial stance would be difficult.
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3.0 Description and Explanation of Creative Work
3.1 Description of Documentary Film
Beyond What is Heard is an approximately 15-minute narrative documentary film that
explores the potential of the field of acoustic ecology to promote environmental
consciousness and encourage change towards sustainable behaviors and systems. This
question is presented and explored within the context of Biosphere Soundscapes, the
programs and people related to that project, and the ways they are working to promote
sustainability within the Noosa Biosphere Reserve as a microcosm of the international
project as a whole. The narrative and argument of the film is expressed through a synthesis
of interviews, direct footage of events and workshops, associative or metaphorical footage of
environments, flora, and fauna, relevant field recordings, and soundscape compositions. As
a central thesis, the film proposes the importance of considerate, deep listening as a means
reconnect people to the environment, in order to to cultivate a sense of empathy and
responsibility towards the greater life systems we are a part of. This is presented through a
variety of techniques, perspectives, and stylistic modes. These elements are divided into five
chapters which form the thematic and narrative framework of the film.
3.2 Portrayal of Sustainability Concepts
Systems thinking is a key component of sustainability which embodies the idea of
considering entire systems and the interrelated correlations of their components, as opposed
to isolating individual aspects or symptoms. This concept provides a key inlet to the
relationship between acoustic ecology and sustainability, and is the central lens through
which Beyond What is Heard explores that relationship. In this respect, systems thinking is
most directly embodied by the concept of deep listening, a term defined by sound art pioneer
Pauline Oliveros as “listening in every possible way to everything possible to hear no matter
what one is doing” (Deep Listening Institute, 2016). This is distinguished from simply
hearing, which involves the physical process of “the ears [taking] in all the sound waves and
particles and [delivering] them to the audio cortex where the listening takes place” (Baker,
2003). In the context of Biosphere Soundscapes and acoustic ecology as a whole, this
concept is utilized as a means to consider an environment’s soundscape in its entirety,
inspiring contemplation and reflection upon the impact of anthropogenic sound within that
soundscape, and thus human impacts and relationships with the environment as a whole.
In Beyond What is Heard, activities such as field recording, sound art installations, do-ityourself microphone building, and “sound walks”, which consist of silent walks through a
space in order to attentively listen to the environmental soundscape (Reyes, 2012;
Tomlinson, 2016, pers. comm.), are included as examples of practices utilized within the
Biosphere Soundscapes project to engage communities and develop deeper forms of
listening. I attempted to encourage audiences of the film to directly engage in these practices
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during “Chapter Three” of the film, in which I included long takes of a sound walk led by
Vanessa Tomlinson as a part of Sonic Environments Day at Cooroora Institute. By letting the
moment unravel in real time with minimal edits, I extend an invitation for viewers to immerse
themselves in the activity and dedicate their entire attention to the soundscape as a whole.
In this way, I’ve aimed to imbue the film with the same purpose as these techniques and
activities themselves; to encourage people to be present within, attentive to, and reflective of
their environment as a holistic system that they themselves are a part of, through the act of
engaged listening.
3.3 Distribution and Exhibition Opportunities
3.3.1 Intended Audience and Online Distribution
I purposefully created the film in such as way as to appeal to a wide range of audiences,
appealing to those both familiar and unfamiliar with acoustic ecology by including definitions,
utilizing a fairly standard documentary format, and keeping the runtime concise to account
for the average viewer’s attention span. However, with that in mind, I definitely see the film
having its largest (or at least initial) audience in environmentally-minded people, and
particularly those interested in sound studies. My hope is that the film will reach past this
demographic to others through word-of-mouth, and regardless that all who view it will be left
with a newfound appreciation for sound, and possibly tune into their acoustic environment
more often and more intensely as a result. My initial distribution strategy for the film, which
I’ve determined in collaboration with Dr. Barclay, is to release it through a variety of online
platforms, including the new Biosphere Soundscapes website when in launches in 2017, the
Australian Forum for Acoustic Ecology Website, and the World Forum for Acoustic Ecology
blog. In addition, Dick Barnes and Annie Guthrie, the president and vice-president of the
Noosa Community Biosphere Association (NCBA), have expressed interest in featuring the
film on the NCBA website and associated social media.
3.3.2 Film Festivals
Following this initial online release through directly related organizations, I’m planning to
reach out to other online blogs and publications related to environmental short film or
acoustic ecology to see if they’d be interested in posting the film, as well as submitting it to a
number of environmental and student film festivals both in Australia and the United States.
The aforementioned Annie Guthrie, as well as Campbell Corfe, the chairperson of the Noosa
Biosphere Reserve Foundation, are both on the selection committee for the newly
established Noosa International Film Festival, and have encouraged me to submit the film to
the “EcoFlicks” block of environmental short films for next year’s festival. In the United
States, I plan to submit the film to the student section of the Finger Lakes Environmental
Film Festival in Ithaca, NY, the Red Hook Film Festival in my home town of Red Hook, NY,
and the Greentopia Film Festival in Rochester, NY, as well as a smattering of other local film
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festivals and environmental film festivals across New York State and the Northeastern United
States.
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4.0 Analysis and Evaluation
4.1 Challenges Encountered
Creating a film by oneself, the large number of tasks, responsibilities, and considerations of
a film crew are condensed down to a single individual, making the process more prone to
mishaps and challenges. Beyond these technical considerations, ensuring that the resulting
film was accurately representative of what I had learned and seen about Biosphere
Soundscapes, especially with the material I had shot and been provided, proved to be
immensely challenging. The multitude of these two forms of challenges I encountered during
the creation of this project provided an invaluable learning experience as to how to conduct
future documentaries so as to be more effective aesthetically and thematically.
4.1.1 Challenges Regarding Content
Capturing and expressing the breadth of Biosphere Soundscapes was an extremely
challenging process, given the project’s interdisciplinary and international nature. My focus
question provided a certain amount of guidance, by directing attention specifically to the
project as it functions to promote sustainability within the Noosa Biosphere. However, the
political and organizational context in Noosa, represented on all sides by the people I spoke
to, complicated this angle in that a direct correlation couldn’t be made between Biosphere
Soundscapes and the community action being taken to make the Biosphere sustainable. Dr.
Barclay acknowledged herself that “to really understand that impact long-term is something
we’ve been working towards”, with immediate impacts upon people who participate in the
workshops and other programs being apparent, but long-term effects on the community as a
whole being more difficult to determine and measure (Barclay, 2016A, pers. comm.). I realize
now that speaking to people who had experienced or been involved in Biosphere
Soundscapes projects in the past, and asking them about whether or not it had encouraged
them to engage in sustainable behaviors, was the missing element to make this connection.
While I attempted to do so with the people I spoke to in Noosa, the aforementioned contexts
meant that this could only be done abstractly or conceptually, due to their relative
unfamiliarity with Biosphere Soundscapes. In effect, the film I’ve created draws conclusions
from a theoretical standpoint, largely viewing the project from the perspective of those
creating and running it, as opposed to those reacting to it on a community level. Thus while
Biosphere Soundscapes may have influenced individual people in the Noosa Biosphere, its
impact on the community as a whole remains to be seen, or at least is an element left
unaddressed by the film I’ve created.
4.1.2 Technical Challenges
The primary technical challenge that emerged during interviews and events was managing
light and audio conditions. Since I had no lighting equipment available for the project, I had
to rely solely on natural and incidental lighting, which proved difficult in certain indoor areas
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with few windows, or for interviews that I was required to conduct at sunset or after dark due
to time constraints. In order to mitigate the changes of light in this situation, I placed subjects
near artificial light sources, so as to gradually replace the dwindling natural light. While this
allowed me to make fewer in-camera adjustments to keep the lighting consistent, it led to
situations in editing where the character and directionality of the light changed dramatically
throughout the interview, which meant I couldn’t combine different responses together or had
to avoid using the visual “talking head” footage all-together and just use the audio.
The audio was challenging in a similar respects, having to be adapted to the various
conditions of the environments I was in, in addition to the managing the equipment available
to me. For example, during my interview with Mauricio Iregui, a sound artist associated with
Biosphere Soundscapes, my lavaliere microphone’s battery died, making me reliant solely
upon the audio from my back-up shotgun microphone, which picked up more of the
surrounding environmental sounds. Unfortunately the environment we were in was next to a
pond in Southbank during dusk, when a group of ducks and other birds were being
especially loud and active. This required some creative sound editing and noise reduction
that managed to make the interruptions manageable, though the situation was indicative of
the audio issues I ran into throughout the project, with equipment either malfunctioning or
failing to provide clean audio in a given situation.
4.2 Learning Outcomes
Only six of the eleven interviews I conducted and two of the four events ended up being
included in the final film, with countless hours of b-roll being left out as well. While I managed
to sufficiently relate the issues framing Biosphere Soundscapes, the techniques utilized to
address those issues, and the project’s connection to the Noosa Biosphere, many concepts
were left out of the final film. Soundscape composition is touched upon only briefly and
tangentially, a spectrogram demonstration given by Dr. Barclay had to be left out, the
connection to fields of science is only included slightly, and the international scope of the
project is obfuscated, with mostly workshops being represented in lieu of the many artist and
scientist residencies, installations, and conferences that Biosphere Soundscapes both
includes and is a part of. Despite this, the value of conducting those interviews and attending
those events greatly enriched my perspective of acoustic ecology as an incredibly
multifaceted field, and the Biosphere Soundscapes project as a nuanced, complex exercise
in community and environmental engagement.
It is largely a subjective conclusion that deep listening can connect people to the
environment, as different people will have different experiences with the process However,
from my personal experience creating this film and participating in listening exercises
throughout, the value of developing these practices to connect with nature and develop
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empathy towards it holds credence. I hope to carry this conclusion with me as I go forward
from this project, and to expand my listening practices in order to remain grounded in the
environment and develop my sense of place. Beyond this, applying these methods in
interactions, discussions, and arguments will prove useful and essential as well, as truly
listening and empathizing with others is the first step to finding common ground and forging
the path towards effective social change on an interpersonal level.
4.2.1 Technical Considerations and Reflections
From a technical perspective, if I were able to do this project again, I would first and
foremost conduct more audio tests and ensure that I was capturing quality audio in every
instance. For a film about sound and listening, it is an absolutely essential component, and
one that I believe unfortunately fell short in my film due to technical malfunctions, inadequate
equipment. and poor or hasty decisions regarding interview locations. In a broader sense I
would seek to capture the community impact more directly, by interviewing community
members, such as those that attended Sonic Environments Day, and then potentially
following up with them some time after the event, in order to see the long term effects that
these activities have. I would also be more selective with my shooting, aiming to capture
more solid long takes with proper composition, rather than frequently switching my position
during events and thus missing or segmenting valuable proceedings, quotes, or actions that
otherwise could have been included in the film.
4.3 Ideas for Future Projects
Given the relatively sparse existence of media related to acoustic ecology, and particularly
projects happening in Australia such as Biosphere Soundscapes, there is lots of room for
further media to be created. A more in-depth exploration of the scientific applications of
acoustic ecology, the impact of Biosphere Soundscapes in other Biospheres around
Australia and the world, and a profile of specific sound art projects and community reactions
and engagements with them are examples of a few areas that future documentaries could
explore.
Personally, with the amount of material I have that was unused in Beyond What is Heard, I
am planning to make a series of shorter videos focusing on each interview or specific event.
A number of the people I worked with expressed interest in me doing this, for use on their
websites and social media sites. This shorter format has a potential to reach an even larger
audience through these mediums, due to their easy digestibility to the average online viewer.
These videos could either be done separately, to be used by each subject to their own ends,
or as part of a series. Ideally I’d like to pursue both of these ideas, collaborating with my
subjects to create small videos that would be useful to them, as well as creating a short
series of videos for the Biosphere Soundscapes social media accounts, focused on the
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various aspects of the project. This would essentially involve taking the chapter segments of
Beyond What is Heard and breaking them into separate videos, and then expanding from
there to create more videos that cover more topics, activities, and issues that weren’t
addressed in the film.

19

5.0 Conclusion
The purpose of this study was to explore the intersection of acoustic ecology and
sustainability on both a conceptual and behavioral level through the medium of documentary
film, and to a certain degree Beyond What is Heard achieves this. While the connection
between someone tuning into their environment and engaging in sustainable behaviors such
as reducing resource use and their carbon footprint, planning systems holistically, or
supporting local economics may be somewhat tenuous, the impact that this field can have in
developing the mindset and empathy that might lead to that behavior is certainly viable.
Creating a documentary film created a unique opportunity to convey this message, utilizing a
visual medium to emphasize the meaning, value, importance of sound. Focusing on
Biosphere Soundscapes, a project which explicitly focuses on engaging communities with
sound through acoustic ecology and sound art, and through an environmental perspective
nonetheless, greatly contributed to the success of the film to that end. While condensing the
breadth of perspectives, information, concepts, and initiatives into a single short film proved
to be a challenging task, I am optimistic about the potential of the film to influence its
audience to reflect upon listening in new ways, and to draw more attention to the important
and often overlooked or misunderstood work that acoustic ecologists are continuously
engaging in, especially in Australia.
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Appendices
Appendix A. Template Interview Questions
Question

Prompts/Probes

What are the primary environmental and
social issues that motivate your work?

-How does your work address these issues?
-How does the field of acoustic ecology
address these issues?

What is your relationship to Biosphere
Soundscapes? (As a contributor or as a
participant)

-What makes these areas unique? In terms
of ecology, geology, history, or otherwise?

In what way has Biosphere Soundscapes
operated in the Noosa Biosphere?

-How does this model or microcosm reflect
the international project as a whole?
-How has the community there been
empowered by these projects and
initiatives?

What is going through your mind when you
are engaged in deep listening/conducting
field recordings?

-How have those thought processes
valuable to your work and the way you live?

What would you say the average person’s
relationship to listening is?

-How does this positively or negatively
impact people societally and culturally?

In what ways does your work encourage or
promote different forms of listening?

-Does it promote sustainability or
environmental activism? How so?

What are some of the reactions to your work -What are some reactions you’ve found
that you’ve found particularly encouraging or discouraging?
interesting?
How can listening be a tool for sustainable
action for all people?

-How does this operate on different levels of
action: personal, communication,
community, and political?

Given the trajectory and momentum of our
culture as it exists today, do you think it is
possible to shift that trajectory in a more
sustainable direction?

-What role does acoustic ecology have in
doing this?
-What is your ideal vs. realistic vision for the
future in this respect?
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Appendix B. Interview Questions as Adapted for Leah Barclay

Question

Prompts/Probes

What are the primary environmental and
social issues that motivate your work?

-How does Biosphere Soundscapes address
these issues?

What is a UNESCO Biosphere Reserve and
why did they become the focus of this
project?

-What makes these areas unique? In terms
of ecology, geology, history, or otherwise?

In what way has Biosphere Soundscapes
operated in the Noosa Biopshere?

-How does this model or microcosm reflect
the international project as a whole?
-How has the community there been
empowered by these projects and
initiatives?

What is going through your mind when you
are engaged in deep listening or conducting
field recordings?

-How are those thought processes valuable
to your work and the way you live?

How do you approach the distribution or
exhibition of the work being done as a part
of Biosphere Soundscapes?

-Is there a particular goal in mind to this end
or a particular methodology at work?
-Could you briefly describe the Recho app
and its purpose and value within the context
of your work?

What would you say the average person’s
relationship to listening is?

-How does this positively or negatively
impact people societally and culturally?
-How does Biosphere Soundscapes seek to
change or affect this relationship?

What are some of the reactions to your work -What are some reactions you’ve found
that you’ve found particularly encouraging or discouraging?
interesting?
How can listening be a tool for sustainable
action for all people?

-How does this operate on different levels of
action: personal, communication,
community, and political?

Given the trajectory and momentum of our
culture as it exists today, do you think it is
possible to shift that trajectory in a more
sustainable direction?

-What role does Biosphere Soundscapes
have in doing this?
-What is your ideal vs. realistic vision for the
future in this respect?
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Appendix C. Consent Form signed by subjects as informed consent.
_________________________________________________________________________
PHOTO RELEASE AND CONSENT FORM
Project Title: Beyond What Is Heard
Conducted by: Jesse Rolfe
Introduction
Beyond What is Heard is a documentary film and research report to be completed as an
Independent Study Project for the SIT Study Abroad course “Australia: Sustainability and
Environmental Action”. The film is being created by Jesse Rolfe, an undergraduate student
at Ithaca College. The project seeks to explore the potential of acoustic ecology as a means
for sustainable action and change, through the lens of the international Biosphere
Soundscapes project. Your involvement in the project could involve video or audio
interviews, inclusion in observational footage, and the willing exchange of information, ideas,
or materials. Your time spent engaged in these activities may vary, but should not exceed
more than 3 hours per session. Before you agree to participate in this project, you should
know enough about it to make an informed decision. If you have any questions, please ask
me.
Information
Beyond What is Heard is being created in an academic context, but the project itself will
have life beyond this framework. In addition to being seen by SIT Staff and Students, the film
will be distributed through online media platforms such as Youtube and Vimeo, through film
festivals and short film exhibition programs, and additional unforeseen avenues of
distribution. By signing this agreement, you consent to the use and distribution of the film,
and your inclusion in the film, within these contexts.
Risks
Potential risks of being included in this project include embarrassment, defamation, and/or
mental and emotional stress. Voices and actions represented in the film could have to
potential to pose employment, legal, and/or financial risks to yourself and others involved.
Necessary precautions will be taken to avoid this, but an understanding of these risks must
be held by those participating in the project.
Benefits
This project will provide an audiovisual piece that demonstrates the value of the field of
acoustic ecology as a form of sustainable, environmental activism. While the future success
and viewership of the film are unknown, your association with and representation in this
project could lend credibility to your voice and your work, as well as providing a convenient
way to share your ideas and methods on audiovisual platforms and in the context of others
work and the Biosphere Soundscapes project as a whole.
Confidentiality
You have the option to remain anonymous or to have your contribution and identity
acknowledged in the resulting film. If you choose to remain anonymous, I will work with you
to agree upon an acceptable degree of anonymity, whether it is excluding or changing your
name in the film, excluding footage with your likeness, or disguising your voice. An academic
report will be written detailing and exploring the process of creating the film component of
this project. This report will only be seen by SIT Staff and staff at Ithaca College, with no
further foreseen distribution outlets. The prior clauses apply to this element of the project as
well, with the option to remain anonymous available for the written report as well.
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Participation
Your participation in this film is voluntary, you may decline to participate. If you decide to
participate, you may withdraw from filming at any time, and may decline to answer any
specific question during interviews and otherwise.

Sign below if you agree to participate in the film Beyond What Is Heard, and the
accompanying academic report:
Subject’s Signature: ________________________________________ Date: __________
Researcher’s Signature: _____________________________________ Date: __________
Legally Authorized Representative’s Signature: ___________________________________
Date: ________
(if applicable)
_________________________________________________________________________
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